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ABSTRACT
THE ‘PARISIAN PROWLER’:
The Effects of Modernity on Flanerie and the Poetry of Charles Baudelaire
(Under the direction of Dr. Anne Quinney)

This thesis explores the physical changes wrought in nineteenth century Paris that
ushered the city into modernity, and led to the creation of a new figure, the flaneur.
Through the eyes of one Parisian author specifically, Charles Baudelaire, I will examine
the character of the flaneur in his historical context.

Research was performed both in Paris during the summer of 2005, with walking tours of
the city and reading original texts, and throughout the fall semester of 2005. Primary
sources, maps, lithographs, photographs, and interviews were consulted as I uncovered
the architectural modifications that occurred during the Second Empire under Baron
Georges-Eugene Haussmann. I examined the effects of these changes on the flaneur, and
then more closely studied the flaneur’s presence in selected works of Baudelaire.

In conclusion, I found that the modem, physical transformations of the city directly led to
the rise of both flanerie and authors like Charles Baudelaire. Flanerie has become such an
indelible part of French and, specifically, Parisian society that its effects may still be seen
in the city today.
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CHAPTER I
“Conditions Leading To and Resulting From Baron Georges-Eugene
Haussmann’s Restructuring ofParis”
The Second Empire officially began in France when Louis Napoleon
staged a successful coup d’etat in 1851 and proclaimed himself emperor. The new
Emperor Napoleon III immediately set about making plans that would secure the
government from insurrection, his own being the most recent, and properly
convey his cachet(Jordan 99; Richardson La Vie Parisienne 203). Baron
Georges-Eugene Haussmann, long a supporter of Napoleon (to whom he referred
as 'my Sovereign, my Master”) and the Revolution, was a clear choice to lead the
restructuring of the city: on June 22, 1853, the baron was formally named Prefect
of the Seine (Richardson La Vie Parisienne 204).
Haussmann and his family, originally from Alsace, were intimately
connected with the Bonaparte family. David P. Jordan, in his article Baron
Haussmann and Modem Paris,” reveals that the Prefect s paternal grandfather had
carried out imperial duties in the Legislative and Convention Assemblies ofthe
1789 Revolution, and his maternal grandfather had served in Napoleon’s army
(102). Haussmann was bom in Paris, and despite living out most his childhood
and twenty-two adult years in the countryside due to ill health, still proclaimed
himself“simply a Parisian [...] out to make a name, even a controversial name, in
his dear city”(Jordan 103; 102).
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Haussmann certainly achieved that objective. After taking a long look at le
vieux Paris and its medieval streets, he said “get these warts off my face”(qtd. In
Grimes 2A). Within five years, from 1855 to 1859, Haussmann effectively
demolished the old districts in central Paris that he had termed the ''quartiers of
uprisings and barricades”(Clark 39). These areas, according to Johannes Willms,
were still “very much as they had been in the Middle Ages,” with homes and
rooms literally built on top of each other (11). The Prefect left in his wake
350,000 displaced Parisians without shelter as he tore through “medieval Paris,”
apparently oblivious or careless to their plight(Clark 37; Willms 11). Haussmann
was lambasted by many Parisians for his callousness: Victor Foumel, as quoted
by T.J. Clark in The Painting of Modem Life, bemoans the harsh uprooting of the
neighborhoods so quickly, “without the ingenuous Parisian’s appearing to suspect
a thing”(40). In the place of ramshackle homes and the “maze” of winding
streets that he deemed impossible to navigate, Haussmann plotted a set of wide,
open boulevards that would be more conducive to moving troops in and out of the
area (Clark 39). On the next page is a figure of Haussmann’s plan to implement
boulevards throughout the city.
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Fig. 1 : Diagram of Paris. Georges-Eugcnc Haussmann, ca. 1860
Courtesy of the Brown University Library Digital Collection
Exhibit, “Paris: Capital of the 19tth Century

The black lines represent where Haussmann planned to place

new

boulevards. Of special interest are the semi-circle shaped Boulevard St. Gennain
on the Left Bank of the Seine (the lower half of the figure) that transected one of
the oldest and densest neighborhoods in the city, and the Boulevard St. Michel on
the Right Bank, in the upper right corner. Also, the circle with boulevards
extending from it on the left side of the figure shows one of the Prefect s most
noted architectural achievements: in the center of the circle is the Arc de
Triomphe, located at the Place de I’Etoile. The longest boulevard, which extends
to the right, is the Champs-Elysees, created for military parades.
As seen from the figure on the previous page, Haussmann’s plan was quite
comprehensive. Although originally the brainchild of Louis Napoleon, it became
increasingly difficult to detemiine where the emperor’s ideas ended and
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Haussmann’s began. After the initial reconstruction ofthe central and interior
areas of the city, the Prefect’s next agenda was to rebuild housing for those
displaced, as he had come under intense attack from representatives in the Coi-ps
/^g/5//fl///(Richardson “Emperor of Paris” 849). The new living areas that
Haussmann constructed also served as his source of revenue for further
renovations within the city. Napoleon III had decreed that the urban project
should be carried out without raising taxes, and Haussmann bowed to his request
by borrowing, in a stroke of capitalistic genius that seemed like “alchemy to
many” of his contemporaries, from the future profits of the apartments he was
building (Jordan 103).
However, Haussmann’s hidden agenda in this new undertaking was to
separate the extremely poor from the wealthy bourgeois areas in the west of Paris
(McPhee 191). Like many of the cities throughout France, Paris had recently
become overwhelmed with an influx of poor peasants from the overpopulated
countryside who had come to the city looking for work. In fact, by 1866, nearly
61 percent of Parisian inhabitants had been come to the city from the provinces,
with another 6 percent hailing from another country altogether(McPheel89).
Christophe Charle claims in A Social History of France in the 19^*^ Century that
this phenomenon contributed to a sort of“social anxiety” among members of the
bourgeoisie, who “equated working classes with dangerous classes”(24). The
complaining bourgeoisie were certainly heard by both the Emperor and the
Prefect who needed their tax dollars: in 1853, only one percent of the capital’s
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population held 30 percent of the city’s total wealth (McPhee 18). Without the
support of these tax-paying citizens, Haussmann’s plan could not go forth.
The members of the “dangerous class” often lived in extremely
unsanitary conditions, namely due to the city’s inability to keep abreast of the
increasing numbers moving within Parisian limits. During the fourteenth century,
each district within Paris dumped its waste over the city walls, creating such tall
mounds that Louis XIII was afraid his enemies could scale the pile of waste to
gain access to the city (Reid 10). The smell was so putrid that Francois I
relocated from the Toumelles palace to the Tuileries nearly a quarter of a mile
upwind (Reid 12). As was custom, chamberpots, animal waste, and rotting food
was all dumped into open tunnels that ran along the center of the streets. During
rainy weather, these open sewers, or ruisseaux, would overflow, and many
beggars would charge pedestrians a sou for the use of a plank by which they could
sidestep the muck (Willms 21). Just as disturbing to the new emperor was the
memory of Parisian rebels using the underground sewers as clandestine sites at
which they could conduct “seditious activity during the French Revolution”(Reid
19).
Haussmann was not the first to have attempted the renewal of the Parisian
sewers. In fact, Donald Reid claims in his book Paris Sewers and Sewermen that
reforms were attempted in the city as early as 1663 (13). However, it was the
diseases borne by the open-air sewers that eventually prompted their most
comprehensive effort. The capital city had recently suffered its first serious bout
with cholera in 1832, so Haussmann felt a sense of urgency to remove the poorer
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classes and sanitize the city as a whole(Thompson 88). Therefore, his proposal to
relocate these displaced members of the working class also included a plan for the
construction of sewage and running water.
Meticulous in all of his documentation, Haussmann writes in his
Memoires that he increased the amount of sewage pipe jfrom 190,990 meters to
560,625 meters, and installed 1,547 kilometers of water pipe (qtd. in Jordan 102).
The effect was such that the city was able to supply 538,000 cubic meters of water
each day compared to only 105,000 cubic meters of water daily before the
completion of Haussmann’s pipes. Sensing the remarkable ability of his Prefect to
carry out his wishes, Napoleon III also ordered Haussmann to replace the oil
lanterns with gas and electric, having been impressed by the lighting in London,
where he had lived in exile during the Second Republic (Richardson Emperor of
Paris 846). After the addition of gas lamps, the newly constructed boulevards
were “transformed [...] by the increase of illumination” throughout the newly
sanitized and increasingly modem city (Gleber 33). On the next page is a
photograph taken in 1861 of a completed sewer, as well as a diagram of plans for
other sewage systems.
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Fig. 2: Photograph of Parisian Sewer, by Felix Nadar, 1861
Courtesy of the Brown University Library Digital Collection
Exhibit, “Paris; Capital of the 19tth Century"
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F^. 3 : Sewer Diagram, by Georges-Eugcnc Haussmann, I860
1
Courtesy of the Brown University Library Digital Collection
Exhibit, “Paris: Capital of the I9tth Century"
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Despite his improvements to the cleanliness and appearance of the city,
Haussmann was resoundingly unsuccessful in his attempt to provide housing to
the poor within the central quartiers of Paris. The new apartments constructed by
Haussmann, modeled in a style approved by the Emperor, were too expensive,
even initially, for the working class (Richardson La Vie Parisienne 217). In fact.
because they were placed along the new boulevards that had become increasingly
popular, much of the housing was bought by members ofthe bourgeoisie as an
investment before it was made available for purchase by the poorer classes
(Richardson La Vie Parisienne 218L
Rent for these units continued to skyrocket, forcing out even some of the
bourgeois members that inhabited the dwellings, and the working class cried foul
to an unsympathetic government. Henri Dabot, a Parisian attorney quoted by
Joanna Richardson in her book La Vie Parisienne. rebutted Haussmann’s claims
that he tore down 12,240 houses to build 61,217 with the sarcastic statement
“what the cunning baron does not say is that the apartments in his new houses are
too expensive for the workers, the clerks, and the petits bourgeois, who no longer
know where to live”(217). In fact, the cost to the city ofthese new apartments
reached an astonishing “two thousand five hundred and fifty-three million francs”
(Richardson La Vie Parisienne 222). The backlash against the Prefect extended to
the foreign press stationed in the city: as Felix Whitehurst, correspondent for
London’s Daily Telegraph writes in March 1865, “if[Haussmann] does not
particularly wish to pull down your house to-day [sic], perhaps he will kindly
leave it standing till to-morrow [sic](56).
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However,some writers suspect that this housing scandal was a strategic
attempt to marginalize the working classes outside the city and nearer to the
factories and industries in the east and north at which they worked(McPhee 197).
With their removal from the central areas ofthe capital city, these members of the
lower class could effectively be forgotten. Clark comments that Vincent Van
Gogh’s painting of a northern suburb. The Outskirts ofParis, is a portrait of
“melancholy,” which exhibits “the last traces of Haussmann’s city—a kiosk, a
lamppost, a cast-iron pissotiere—i^tiQVQd. out in the snow”(26). Included on the
next page is an image of the painting, which does certainly communicate a sense
of loss or melancholy.
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Fig. 4 : Oil Painting. Vincent Van Gogh, The Outskirts ofParis, 1886

Indeed, the “dangerous class” became the forgotten class in more ways
than one. With their neighborhoods uprooted and those with whom they shared
important relationships dispersed, the working class of Paris had been shaken to
its foundation (Thompson 89). The Baron tore apart the generations-old
relationships between merchants and their communities as he leveled the old
neighborhoods that stood in the way of his construction (Clark 36). As bridges
were tom down and places removed, the delicate balance of the mercantile
professions became unsettled. Families were displaced to different areas of the
city other than those where they and their ancestors had lived, and were therefore
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forced to discover a different quartier and new suppliers for their meat, bread, and
other basic needs (Clark 57).
Merchants also found themselves in a similar predicament. The
relationships that they had built with their communities had been ripped asunder:
although the boulevards might have been built to allow for the army’s mobility, it
also increased that of the Parisian citoyen (Clark 57). Merchants were now forced
to advertise their wares or compete against others in their profession for clients:

as

the name of a boulanger was no longer sufficient to guarantee him business, he
had to actively pursue customers and make certain that his wares were the best

(Charle 90).
Haussmann’s restructuring had the greatest impact on female merchants.
During the Second Empire, many women worked outside the home, and an
estimated 72% of those working as manual laborers(McPhee 194). The main area
of work populated by women was the food industry, which became one of the
Prefect’s main targets in his redesign ofthe market atLes Halles. The
construction of the market directly affected the multitude of women employed
there. As Victoria E. Thompson explains in her article “Urban Renovation, Moral
Regeneration: Domesticating the Halles in Second-Empire Paris,” these markets
were chiefly identified as “‘female’ [...] due to the influence of traditional
depictions of popular commerce as primarily a female domain”(90). The
literature of the time, she claims, used feminine stereotypes to populate the market
stalls, and these in turn dominated the “popular consciousness”(91).
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Haussmann considered these markets both a hub for insurrection activities
and a “breeding ground for disease”(Thompson 88). After carefully weighing the
options for rebuilding, Haussmann and the commission des halles resolved to let
the market remain in its position at the center ofthe city, but to reconstruct it with
attention to the tidiness and cleanliness desired by the administration. These
alterations were intended to recreate the market to be “less offensive to bourgeois
sensibilities,” while allowing Les Halles the independence and tradition that its
merchants demanded (Thompson 88).
Again, Haussmann’s attention to the desires of the bourgeois class had farreaching effects. As historian Philip Nord notes in his book Paris Shopkeepers
and the Politics of Resentment, the rebuilding of a larger and more modem
marketplace contributed to the commercialization of“the heart of the old city,’
which in turn “shed much of its working-class population, and underwent a
definite embourgeoisement”(100). According to the new regulations imposed
between 1850 and 1860, merchants were forbidden to call out to customers or
advertise their wares verbally, even ordered to refrain from “songs or games of
any sort”(Thompson 106). These restrictions, intended to give order to the chaos
of the marketplace, instead compelled the merchants to conform to the “norms of
bourgeois domestic ideology,” and signaled the beginning ofthe end for both the
merchant’s way of life and the marketplace(Thompson 106).
Despite the dismption of tradition and the radical changes made to the
central areas of the city, Parisians were increasingly attracted to the boulevards
and the government-approved shopping outlets that soon sprang up along the
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wide avenues. As city dwellers flocked to the new stores and abandoned the old
neighborhood vendors and markets, they became increasingly aware ofthe
consumer opportunities(Schwartz 21). The empowered Parisian underwent yet
another revolution—yet, in the words of Vanessa R. Schwartz in Spectacular
Realities, the revolution ofthe nineteenth century was “cultural”(4). The
neighborhood barriers that had kept each man in his own quartier had been tom
apart by Haussmann’s restructuring: therefore, the new Parisian was more likely
to look outside the historical shopping districts ofLes Halles and the Palais-Royal
(Schwartz 21).
As the independent merchant became increasingly marginalized by the
explosion of the modem city, new department stores were constructed along the
new boulevards of Paris, rather than in the historical shopping district ofthe
Palais-Royal(Schwartz 21). Termed les grands magasins, these huge stores,
including Bon Marche, whose employees increased in number from 1,788 to
3,173 over a decade, and La Samaritaine, carried every item imaginable in a
building stmctured in the Haussmann style (Gleber 40). The department stores
even mimicked the appearance of the boulevards, with long aisles hedged in on
either side by an array of brightly colored goods. The largely glass structures
invited passersby to look in, and customers inside to gaze out onto the avenue,
thus enhancing the multi-sensory experience to which Parisians had quickly
become accustomed (Schwartz 21). A tourist to Paris is quoted by Schwartz as
remarking “it is as good as a play to stand at the window of this shop and watch
the people inside!”(21). The new department stores did not require a reservation
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to shop and were always busy—^therefore, a customer could look at the items
offered in silence, despite being surrounded by a crowd of people. As T.J. Clark
argues in The Painting of Modem Life, these new stores “put an end to the
privacy of consumption: they took the commodity out ofthe quartier and made its
purchase a matter of more or less impersonal skill”(56). Thus, the new, modem
Parisian again managed to immerse him or herself in a sea of others and avoid any
personal interaction.
However,these changes were not popular with every Parisian. The grands
magasins became a symbol of the new empire, forced suddenly upon the people
and mining the small business owner. Politicians, such as Jules Ferry, bemoaned
the “terrible materialism” that he and others were to “bequeath to [their] heirs”
(qtd. in Richardson La Vie Parisienne 219V As the stmcture of the Parisian
markets changed, mercantilism fell away and was replaced by a more modem
institution: capitalism. Small, formerly independent shops consolidated into
factories under the direction ofthe foresighted bourgeoisie, and the distribution of
wealth continued to change away from the old social stmcture. No longer was an
individual’s class based upon “his or her effective possession of or separation
from the means of production”(Clark 7). In fact, despite Haussmann’s dedication
to modernizing the city, the population ofthe capital was still largely working
class. According to an 1866 census, sixty percent of the population acknowledged
making their livings from “industry,” so that both the new bourgeois class—the
wealthiest members of society—and the poorest factory workers were both
involved in the same trade (Clark 51). Jeanne Gaillard states that during this time
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period, nobody “had a very clear idea where being an employer began and ended'
(qtd. in McPhee 75-76). The focus and scope of industry had altered irreversibly,
and Parisians seemed to have voracious appetites for any and every article of
consumption.
This changing mindset led to the rise of a consumer culture. Defined as
“consumption by most of the people, most of the time,” mass culture eventually
drove the smaller merchants in the city out of business(Naremore and Brantlinger
2). Increasingly, small vendors were not able to attract enough business to make a
profit. Members of the bourgeoisie saw an opportunity for wealth and began
consolidating guildsmen of the same trade into factory-type warehouses (Clark
57). Skilled workmen, used to creating intricate products from start to finish, were
forced to pick only one of the phases of production and make it his specialty in
order to survive in the new workshops. Employees were promised bonuses and
higher profits according to the speed with which they could finish their tasks,
despite the fact that the finished products were made “shoddily”(Clark 57). As
the tasks assigned to the craftsmen became increasingly specific and mundane, the
quality of the finished products dropped dramatically.
However, many Parisians hardly noticed the homogenizing and
degeneration of the goods they were buying. Because goods were now being
manufactured ready-made instead of according to order, to which they had been
accustomed, the shoppers were able to browse selections without any obligation
to buy. This scopophilia, or love of looking, naturally arose within those who
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lived in the city exploding with venues and items to look at, touch, and experience
(Schwartz 151).
Haussmann indulged this new passion as he continued to create the clean
views favored by Napoleon III. The Emperor,from his time in London, became
enamored of Hyde Park (Richardson La Vie Parisienne 207). In a decree dated
June 2, 1852, a mere six months before the reign of Napoleon III began, the Bois
de Boulogne had been ceded to the City of Paris. Three years and nearly two
million francs later, the park was completely transformed. According to Victor
Foumel in Paris Nouveau et Paris Futur. the garden before the city’s revolution
was a real forest [...], intolerable”(qtd. in Richardson La Vie Parisienne 207).
Haussmann and his minions flattened the park, yet the emperor himself
landscaped the majority, “cutting new drives and creating artificial cascades”
(Home 237). The crowning glory to this park was, appropriately, “the most
resplendent [and] expensive of all the new thoroughfares, the Avenue Foch,”
without which the emperor deemed the park could not be complete(Home 237).
Napoleon III also requested that his Prefect of the Seine “free the great
monuments of the past [...] from the clutter of buildings which surrounded them”
in order to convey to Parisians and visitors alike the splendor of France, both past
and present(Richardson La Vie Parisienne 204). Haussmann, always a faithful
servant, applied himself wholeheartedly to the task. He built the Rue de Rivoli
first, transecting the old quartier poissoniere and clearing through the few
remaining poorer neighborhoods. This new boulevard enabled the east and west
halves of Paris to join more easily, and provided a link between the Louvre and
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the Hotel de Ville (Richardson La Vie Parisienne 207). The construction of this
new road allowed both buildings more space in which to be appreciated: each
now asserted its dominance over the immediate landscape.
Perhaps one of the Grand Prefect’s greatest and most impressive
undertakings was the construction ofthe Grand Opera. After many years of
debate, Haussmann chose its present site, against the wishes of Louis Lazare, one
of the most prominent and “grandest of Haussmann’s enemies” in the newly
constructed area “between the Bourse and the Gare Saint-Lazare”(Clark 29; 46).
Haussmann’s plan effectively created a segregated Paris, with “a middle-class city
in the west” and a ""terrain vague of distraction and finance [stretching] to the
workingman’s strongholds in the east and north”(Clark 46). Among the streets
tom apart to make way for the new Avenue de I’Opera was the heavily populated
area of the Butte des Moulins, shown in the photograph on the next page(Willms
270).
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Fig. 5 : Photograph of the Butte des Moulins, by P. Emonts, ca. 1870
Courtesy of the Brown University Library Digital Collection
Exhibit, “Paris: Capital of the 19tth Century”

The Grand Opera was outfitted in a style as befits an emperor: its design
conceived by Charles Gamier, fa9ade sculpted by Jean-Baptiste Carpeaux,
interior ceiling painted by Paul Baudry, and gilding throughout(Kahane and
Beauvert 12). In fact, the designs for the building and its ornamentations were so
elaborate that they could not be completed until the Third Empire (Willms 270).
Eventually, the ornate style and the financial burden that it placed on
Parisians brought about the end of the Haussmann reign over Paris. Willms claims
that “by 1858 at the latest, Haussmann had to be aware” that the French
legislative body, who had control over the reconstinction budget, had become
completely disenchanted with the costs associated with his work (295). The
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haussmannization of Paris cost over 2.5 million francs, a huge sum for the time
(Willms 195).
In addition to the egregious costs he incurred, Haussmann had long been
plagued by grumblings from Parisians unsettled by the swift and drastic changes
that he had wrought to the capital city. Henri de Rochefort, quoted in Alistair
Home’s The Seven Ages of Paris “growled,‘Paris has been called France s head,
but is now nothing but its legs,”’ insinuating that Haussmann’s work had rendered
Parisians thoughtless and sterile (237). Rochefort was not alone in his criticism.
Haussmann had garnered much “sullen resentment”(Home 237). In 1870, after
the surrender of Napoleon III to the Pmssian, Parisians watched with glee as the
street name of Boulevard Haussmann” was covered and substituted with that of
Victor Hugo”(Clark 41). Playwrights longed for “the real Paris,” which they
described as “a city which was narrow, unhealthy, insufficient, but picturesque,
varied, charming,[and] full of memories”(Sardou qtd. in Clark 42).
By 1868, the mmblings of the city had become a roar. Haussmann
repeatedly tried to give a letter of resignation to the Emperor, but was refused
each time. When Louis Napoleon did finally ask Haussmann to resign in 1870,
the Grand Prefet this time refused, claiming that “‘a man like me does not give in
his resignation, nor does he cling to power. He is either kept or dismissed’”(qtd.
in Richardson La Vie Parisienne 2191. Haussmann’s final request was responded
to thusly: the January 6, 1870 issue ofLe Journal Offlciel published a decree in
which M. Henri Chevreau was named Prefect of the Seine, “‘in the place of M. le
Baron Haussmann, who has been relieved of his function’”(qtd. in Richardson La
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Vie Parisienne 219). Satisfied with his legacy, Haussmann retreated to his
family’s ancestral home in Alsace.
The changes wrought by the Grand Prefect ofthe Seine forever altered the
face of Paris and the actions of its inhabitants. The new, open spaces that
Haussmann had created led to the rise offldnerie, a chiefly Parisian pastime, and
its player, the flaneur. In the next chapter, I will examine the flaneur’s
characteristics and behavior.
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CHAPTER II
The Flaneur: An Analysis of His Habits, Gender, Class, and Methods

Haussmann’s changes to the visual landscape of Paris led to the rise of a
new social character in Paris: the fl^eur. Victor Foumel describes the flaneur as
one who is constantly:

“[...] going on infinite investigations through the streets and
promenades; drifting along, with [his] nose in the wind, with both
hands in [his] pockets, and with an umbrella under [his] arm as
befits any open-minded spirit; walking along, with serendipity,
without pondering where to and without urging to hurry [...]
giving [himself] over, captivated and enraptured, with all your
senses and all your mind, to the spectacle”(qtd. in Gleber 3).

The flaneur that emerged in Parisian society was integrally linked to the
architectural transformations undergone during the Second Empire (Gleber 3). In
fact, he was as much of an invention of modernity as the new boulevards
themselves: according to Schwartz, flanerie was and is a “mode of modem urban
spectatorship that emphasizes [...] fluid subjectivity”(9). The flaneur’s only
concern was with his own observations, accurate or not, and the best viewpoints
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from which to observe others were the boulevards of Haussmaim’s creation, the
“public spaces” with which he could have passionately identified (Schwartz 1011; Gluck 57). On these boulevards, the flaneur was able, in the words of Chris
Jenks, to “walk at will, freely and seemingly without purpose, but simultaneously
with an inquisitive wonder and an infinite capacity to absorb the activities of the
collective”(146).
The flaneur’s stroll was completely engrossing—he spent hours on the
streets, “botanizing on the asphalt. so to speak, observing his subjects with an
almost scientific curiosity (Benjamin qtd. in Schwartz 9). The passersby that he
observed were not muses, but merely vaguely amusing objects in a scene: a scene
in which the flaneur did not take part. In fact, Zygmunt Bauman describes the
strangers or the passersby regarded by the flaneur as mere “‘surfaces—so that
‘what one sees’ exhausts ‘what they are’”(26). These non-participatory scenes
are termed spectacles, and were “characterized by a markedly greater emphasis on
the use of the eyes” than ever before (qtd. in Schwartz 16). The flaneur was
wholly occupied by the pursuit ofthe spectacle, which, during the nineteenth
century, took the form of public exhibits, such as wax museums and the morgue.
One such example was the meteoric rise in popularity of wax bust
displays. Although these had existed in various forms since created by anatomy
scholars in the sixteenth century, the work of Philippe Curtius, French anatomist,
attempted to bring wax figures again to the forefront ofthe public consciousness
(Schwartz 92). Curtius employed dioramas, or the “groupings of several figures
in an appropriate setting,” in his displays, which allowed the audience to feel as if
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they were gazing upon reality: no longer were the wax figures simply presented as
busts, but as posed human models(Schwartz 92). The powerful effect of these
scenes drew large audiences, who were able to imagine that they were actually
gazing upon the bodies of notable historical figures(Schwartz 93). Curtius’
student, Marie Grosholtz, who was to become Madame Tussaud of wax figure
fame, continued her master’s legacy by expanding his collection after his death
(Schwartz 95).
However, the most lasting and important Parisian wax display was the
599

Musee Grevin, the first waxworks to claim the title of[...]‘wax museum
(Schwartz 98). Founded by Parisian Arthur Meyer, the Musee Grevin sought to
distinguish itself from the anatomical displays of Curtius and Tussaud, and
instead presented clothes figures in scenes decorated by artistic director and
costume/set designer Alfred Grevin (Schwartz 98). In a sense, the historical
scenes that the men presented allowed Parisians to feel as if they had been present
at many of the important events before their time. One such example is the figure
on the next page, an exhibit featuring the death of Marat, dating from the
Revolution of 1789.
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Fig. 6 : Photograph of“Death of Marat" exhibit, Musee Grevin archives.

These life-like scenes played directly to the flaneur’s desire to observe
those around him. As a member of the audience of these scenes, the flaneur was
able to gaze upon the display, draw his own conclusions from it, and yet would
not be disturbed by others. In short, the wax museums were successful in
recreating for the flaneur settings for which he could practice the art of being in a
scene, yet wholly removed from it. According to Bauman, the flaneur became
conditioned to view “human reality as a series of episodes, that is, as events
without past and with no consequences,”(26). This perspective was encouraged
by the life-like, yet disjointed or non-continuous, scenes in the Musee Grevin.
And, importantly, the museum allowed the flaneur to be a part of a crowd without
forcing him to interact with others.
Meyer and Grevin’s endeavor was a success by all standards: according to
cc c

contemporaiy newspaper reviews.

the entrance to [the museum] was jammed
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[...] from noon to midnight’”(qtd. in Schwartz 105). The founders of the Musee
were considered truly Parisian, their displays constituting “a boulevard museum,”
again underscoring the relation between the museum’s popularity and the rising
popularity of flanerie (Schwartz 105). In fact, Schwartz claims that viewing the
Musee as a spectacle transforms the exhibit’s audience into flaneurs themselves:
“through flanerie, spectators commanded the spectacle: they participated in it at
the same time that they believed it was constructed for them”(131). Bauman went
one step further, insisting that the flaneur actually “imagined himself a
scriptwriter and a director pulling the strings of other people’s lives without
damaging or distorting their fate”(26).
The flaneur’s habit of inserting himself into the lives of others was not
restricted solely to the genre of wax figures: fl^erie existed in more grotesque
media as well. During the 19^^ century, Parisians were drawn to the public
morgue, which was equipped with a salle d'exposition^ or exhibit room (Schwartz
45). Visitors sought out the morgue as another opportunity for spectacle, never
minding that the spectacle itself was a display of human corpses. Even the French
verb morguer, meaning “fixed and questioning gaze” and from which the word
morgue stems, forewarns of the audiences to come (Schwartz 50). The “Pansian
attraction” did exactly that: men, women, and children all flocked to the morgue
in such astonishing numbers that policemen were often employed to “keep
visitors lined up in an orderly fashion”(Schwartz 47,45). Moreover, attendance
at the morgue was not relegated to any sex or class: as a Parisian newspaper
remarked, “it would be difficult to find a Parisian, native or transplanted, who
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does not make his pilgrimage [to the morgue]”(qtd. in Schwartz 46). The hustle
and bustle of the morgue is portrayed in the lithograph below, a scene taken from
a tableau by artist Jean-Henri Marlet, currently exhibited in Paris’ Musee
Camavalet.

Fig. 7 : Morgue interior from Le Nouveau tableau de PahSy by Jean-Henri Marlet, 1821-24

The popularity of the morgue with the Parisian public reveals the extent to
which the culture at the time was intrigued by the most private affairs of others. In
the exhibition rooms, murder victims were displayed along with the alleged
weapons to impress the audience in hopes of attracting greater numbers(Schwartz
47). One particularly gruesome murder held so mueh fascination for the press and
public both that the woman’s body, which had been cut in two, remained on
display for several days, “despite the rapid decomposition of[her] head
(Schwartz 73). Bodies were opened to the public eye, with all but genitalia
uncovered, and clothes hanging nearby (Schwartz 53). Parisian officials claimed
26

that the morgue’s openness to the public was necessary for identifying bodies:
however, the city regarded it, as Emile Zola writes, as

a show that was

affordable to all...the door is open. Enter those who will’”(qtd. in Schwartz 61).
The flaneur was among those attracted to the scenes at the morgue.
Intrigued by death and dying, as will be examined in Chapter Three, the flaneur
came to the morgue to try to solve the mysteries published by the newspapers.
One such mystery was the death of a four year-old girl who came to be known as
the ""enfant de la me du Vert-Boisf for the name ofthe street on which she was
found (Schwartz 76). This “doyenne of the morgue” had been discovered in a
stairwell on the aforementioned street, and quickly captured the attention of the
Parisian masses that clucked and speculated over who would have harmed the
child (Schwartz 76). The plight of the enfant was never solved, but she became
yet another exhibit for popular consumption: she was even presented on the front
cover ofLe Journal Illustre, shown on the next page.
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Fig. 8 ; “Le niysterc de la rue du Vert-Bois,” from Le Journal Illtislre, August 15, 1886

Le Journal lllusire and others like it were also important to the
development of the flaneur. In fact, press and the written word was a veiy
important aspect of the flaneur’s method. Contributing to the flaneur’s
involvement with text is the rise of newspapers throughout Paris during the
nineteenth centuiy. Fonnally, available only to the few and the elite, newspapers
benefited from mass production and standardization techniques, and were
suddenly available to the Parisian crowds. Newspapers were able to lower
subscription costs, and therefore journals such as La Presse were able to double
the number of their subscribers (Schwartz 28). One of the most emblematic new
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newspapers was Le Petit Journal, which could be purchased for a sou and, unlike
other journals, could be bought at kiosks on street comers without an ongoing
subscription (Schwartz 29). The increased availability ofthese newspapers is
credited with raising literacy rates throughout the city, and eventually led to an
array of sixty daily newspapers published in 1899 as opposed to merely twentythree in 1881 (Schwartz 29-30).
The newspapers held a thrall for flaneurs specifically because, as one news
editor wrote, they were able to create “a sublime communion of souls across
distances”(qtd. in Schwartz 26). Statements like these appealed directly to the
flaneur’s highly developed awareness ofthe dichotomy of public and private life
in modem Paris: newspapers provided the flaneur with a source of information
and sense of community without requiring any return contribution. As the new,
wider avenues had led to greater physical mobility for Parisians, newspapers
provided “informational mobility” that was intoxicating to the flaneur(Sheller
and Urry, 108). Perhaps the relation between flaneur and journal can be seen more
clearly in the context of the direction that Millaud, founder/editor ofLe Petit
Journal, gave his reporters: “draw [your] material from the common spaces of
urban life, the places where Parisians gathered, while cultivating novelty all the
while”(Schwartz 32). Evidently, Millaud and the Parisian fl^eur shared the same
purpose.
In addition to reading the newspapers, the flaneur was often absorbed in
recording his own thoughts about or observations of city life, either in prose or
poetic form. The flaneur approached his observations as a “visual text,” and
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therefore his commentaries, in Mairi Liston’s words, were a method “of reading
and ‘writing’ the city”(60). The flaneur delighted in the prospect of possessing
information about others, and used the scenes he observed as fodder for his next
written commentary. It is important that the fl^eur was able to remain detached
and unavailable to the subjects that he wrote about: in fact, Liston argues that the
emotional distance achieved through the [flaneur’s] device of aestheticization
allows for a greater awareness and appreciation”(63). The fl^eur’s approach was
“intuitive: he base[d] his conclusions [about others] solely on observation and
inference,” but never on interaction(Werner 6).
In fact, Gleber suggests that the fl^eur “regarded these new images as
texts in their own right” (4). He is, according to Gilloch,“the figure who [sought]
to give voice to [the] paradoxes and illusions [of modernity], who participated in,
while yet retaining the capacity to give form to, the fragmented, fleeting
experiences of the modem”(134). The flaneur viewed himself as a vital source of
information with a unique perspective: no one else had seen what he had, and
therefore no other could offer the same remarks as he. The flaneur believed that
he was an irreplaceable part of society—after all, he offered the world literary
modernism,” defined by Morag Schiach as the “literature ofthe city”(252).
Many authors argue that the only city about which literature during this
time frame could be written was Paris, and therefore the flaneur was and is
undeniably Parisian. Edmund White argues in his book The Flaneur that the
flaneur is undoubtedly Parisian because he was, like the Parisian of Balzac’s
description, quintessentially “interested in everything and, in the end, interested in
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nothing”(qtd. in White 15). Walter Benjamin states in a 1929 essay that “the
flaneur is a Parisian creation,” and Charles Baudelaire’s flaneur, as we shall see in
Chapter Three, is also a native of Paris (qtd. in White 46). White further argues
that the flaneur of Paris was “a Parisian in search of a private moment,” ostensibly
in public (47).
The flaneur’s attitude of self-importance was an integral trait. Flanerie is
often too closely associated with dandyism, which falsely asserts that fl^erie

was

as much about dress and appearance as it is philosophizing about the modem city.
However, the flaneur did have an archet3q)al appearance: Mary Gluck describes
the stereotypical flaneur as a “figure in black frock coat and top hat, with a cigar
and a walking cane or umbrella in hand, which signified the correct public
apparel”(55). The following lithographs illustrate the flaneur’s proper attire.
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Fig. 9: Lithograph, The Flaneur by Auguste de LaCroix, 1841
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Fig. 10 : Lithograph, The Flaneur hy Louis Huart, 1841

Although Louis Huart depicts the fl^eur as a comical figure, the he was
thought by many to be very contemplative. Despite his appearance of being
dressed in bourgeois attire, Gluck claims that he in fact did not conform to upperclass ideals, but instead acted as a “subtle challenge to the bourgeois norms of
propriety, discipline and conformity” (61).
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This challenge might rest in the provocative, almost feminine stance of
the flaneur in the second lithograph: he undeniably possesses feminine
characteristics in his attention to dress and accessory. In fact, the very pose of the
flaneur is reminiscent of a prostitute lounging in an open doorway. Or, perhaps
the flaneur’s challenge to the bourgeoisie lies in his uselessness—^the flaneur did
not contribute anything tangible to society, and to be productive had become a
very bourgeois characteristic as of late(Gluck 61).
Tom McDonough’s article “The Crimes of the Flaneur,” however, argues
the opposite: that the flaneur represents “that ‘perfect bonhomie^ of petit
bourgeois fantasy”(103). Chris Jenks expands upon McDonough,suggesting that
the flaneur is “a prince who is everywhere in possession of his incognito”(146).
Although he might not be taken literally, Jenks’ point is made: the flaneur must be
a member of a privileged class.
The flaneur’s membership in a distinguished class is a point that is past
debate: not only was he represented in contemporary art, such as the previous
lithographs, as being dressed like a gentleman, but the flaneur also had at his
disposal huge quantities oftime with which to observe the city—and these blocks
of time would not have been available to a mere laborer. Another differentiating
trait of the flaneur was his distinct removal from the crowd: he “allegedly
[remained] aloof and detached from it”(Schwartz 8). Jenks calls attention to the
“potential hauteur” of the flaneur—^he was “an inquisitive boulevardier always at
home with the urban and always urbane at home”(146). This description breathes

34

a sense of self-satisfaction and easy lifestyle into the flaneur that simply was not
accessible by the lower classes.
Nonetheless, the fl^eur was often to be found in the same social
situations as those he would deem beneath him. During the Second Empire, the
cafe culture for which Paris is still praised today began to flourish, albeit against
the express wishes of Napoleon III. The contrast of the growth of Parisian cafes
with that of London is telling: by 1901, London had over six times the number of
buildings and homes than Paris, and yet the French capital boasted 4,536,500
cafes to London’s 2,714,000(Haine 35). The cafe began to function as

a hub of

Parisian society,” providing for the working class a place to congregate before
heading home (Haine 11). Moreover, cafes emerged as a reaction to the Second
Empire’s overbearing leadership, and its decision to destroy les salons(Haine 10).
By the turn of the century, claims Leon Daudet, the cafe had replaced the salon
“as the center of Parisian intellectual life”(qtd. in Haine 35).
Regardless, the Parisian cafe took on the trappings of a self-contained
society, where owners enforced order by whatever means necessary, and patrons
developed their regular orders and tables. The cafe functioned as home for the
bachelors that lived in its furnished rooms: “lacking kitchens and stable family or
social lives, these youths took their meals and found their friendships and sexual
affairs in cafes”(Haine 33). Lovers and spouses increasing fought out loud in
these cafes, as a result of their “growing sense of being at home there”(Haine 53).
The cafe was referred to as the “new neighborhood,” because proprietors did
much more than serve food and drink: the owner might also have “facilitated the
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development of neighborhood friendships, marriages, and group activities ranging
from pleasure to politics, and in some cases including crime”(Haine 129).
The juxtaposition of the public and private in the cafes captivated the
flaneur. The cafe’s boisterous and open atmosphere afforded the fl^eur the
intimate anonymity after which all Parisians strive, as well as provided him with
material for his next observation on modernity. In these spaces, the flaneur could
be certain to find the “lurid images of unrestrained impulse and indiscriminate
mixing” that could shock and mystify his readers(Haine 152).
The idea that the flaneur is necessarily male is a highly and hotly
contested claim. In Walter Benjamin’s books and essays, the flaneur is always
referred to as a “he.” Jules Vallard describes the new boulevards of Paris as a
place where “flanerie is active and abundant,” yet states that it is chiefly “invaded
by businessmen or men of leisure,” rather than by women (qtd. in Schwartz 24).
However, men were not the only ones that inhabited the street: Georges
Montorgeuil “attested to the variety of women on the boulevards”(Schwartz 25).
As in the cafes, unattended women in public were considered to be “either active
or potential prostitutes”(Haine 33).
Janet Wolff argues in Resident Alien that although “the simple equation of
men-public and women-private is, of course quite wrong,” that it was in fact the
“ideology of separate spheres and of women’s proper place [that] was dominant,
operating to render invisible (or unrespectable) women who were in the street”
(95). Her claim has validity: although women were increasingly seen in public in
the modem city, they were mainly restricted to department stores and parks.
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domains that were inherently feminine. Although some writers attempt to link
female flanerie with window-shopping, Priscilla Ferguson rejects this notion
because “the desire for the object on display rules out the necessary distance
which characterizes the flaneur’s relationship to the public sphere”(qtd. in Wolff
102). In short, the shopper is purpose-driven, while the flaneur must, by
definition, remain aimless and detached from those around him.
Despite the modernity of nineteenth-century Paris, the role of woman was
still oversimplified to an “equation of femininity with the domestic,” leaving no
room for women in public unless they had a specific destination and purpose in
mind (Wolff 96). Gwen John, a painter and Wolffs example of an attempted
female flaneur or “flaneuse,” wrote that she “hated being out on the streets of
Paris” because of the noise, dirt, and safety concerns, none of which seemed to
bother the males (qtd. in Wolff 95). John’s painting on the next page seems to
suggest that although women would like to be part ofthe world of men, prompted
by the subject’s placement by the window,they were more comfortable and better
suited to life in the interior. John’s subject seems resigned to her fate, evidenced
by the compliant bowing of her head.
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Fig. 1 1 : Oil Painting, Gwen John,"La Chambre sur la Cour,” 1907-8

Not all women were as content as Gwen John to stay inside. However, the
desire of women to live a type of the public lifestyle led by men did nothing to
enable their ability to take part. Women that were out and unattended were
confined to cairiages, and yet might still suffer harassment. A young Russian
woman living in Paris, Marie Bashkirtseff, often attempted to sketch in the city,
but was forced to do so in her carriage, for fear of such insults. In her journal, she
notes “what I long for is to be able to go out alone! To come and go”(qtd. in
Wolff 103). Her inability to do so was social: despite professing a desire to
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behave as the men did, Bashkirtseff and other women were prohibited from acting
the part of the flaneur because they were unable to perform its most basic
functions.
Therefore, the flaneur was a direct result ofthe modernizing changes of
nineteenth century Paris, and he came to exemplify the modem figure. Ensconced
as a well to-do male, the flaneur occupied one of the most privileged positions
available in Parisian society. In exchange for his fortunate circumstances, the
flaneur offered the world his visions: snapshots ofthe modem life, texts presented
in episodic form. One of the most famous and representative flaneurs is that of
Charles Baudelaire, who wrote prose and poetry from a fl^eur’s perspective. A
selection of his poems and prose will be discussed furtlier in the next chapter.
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CHAPTER III
“The Flaneur Represented in Selected Works of Charles Baudelaire'
Although many nineteenth-century Parisian poets attempted to give the
flaneur a voice, it is Charles Baudelaire who is most celebrated for his work with
flanerie. Bom on April 9, 1821, Baudelaire was from his earliest years an
unsettled child. Later in life, he attributed this fact to “frayed nerves due to [...]
being the unbalanced child of a mother of twenty-seven and a father aged sixtytwo”(qtd. in Hemmings 6). In fact, Baudelaire was the only child of Caroline
Baudelaire, nee Degayis, who was the second wife of Joseph-Francois Baudelaire.
Baudelaire the elder was an avid art collector, possessing “twenty-seven pieces of
sculpture and over 200 pictures” at the time of his son’s birth(Hemmings 6).
From his father, Charles Baudelaire acquired an interest in and appreciation for
art.
Unfortunately, Joseph-Fran9ois Baudelaire died when Charles was only
six, in 1827. Advanced in years and suffering from gout, gravel, and an untreated
cancer of the bladder, M. Baudelaire died in considerable pain(Henmiings 8).
Throughout his life, Baudelaire remained attentive and loyal to the memory of his
father. Caroline Baudelaire, however, reacted quite differently to her husband’s
death. Finding herself in an attractive position at age 33 and with only one child to
tend to, she began to look forward to a life of relative ease. She soon met and fell
in love with a dashing young cavalry officer, Jacques Aupick. The two had an
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affair that led to her pregnancy and hurried marriage, a fact that embarrassed
young Baudelaire immensely because of the speed with which she had replaced
his father(Hemmings 10).
Despite his many attempts to reach out to his stepson, M. Aupick was,for
the most part, unsuccessful. He endeavored to structure the young lad with a
military regimen like his own, but Baudelaire was entirely too sensitive and
disinterested. Caroline, now Mme. Aupick, was too enthralled with her new
husband to notice her son’s anxiety, but enjoyed lavishing attention on him at
whim. Baudelaire was left with very confused signals from his mother, which
perhaps contributed to his awkward, dysfunctional relationships with women
throughout his life (Hemmings 21). Mme Aupick’s inconsistency toward her son
came to characterize Baudelaire’s lifelong attachment to his mother: although
they were rarely living under the same roof, he wrote her frequently, chastised
her, and appealed petulantly to her for his every need.
In order to further her son’s education and, it may be assumed, to relieve
herself of his exhausting devotion, Mme Aupick sent him to boarding school in
Paris. Baudelaire received top prizes in many subjects, and Paris became his
adopted hometown. Baudelaire still seemed to act out, trying to recapture his
mother’s attention: he often overspent his budget, which angered his stepfather,
and he indulged in numerous affairs that led to his contraction of syphilis.
Baudelaire eventually became involved with a mulatto, Jeanne Duval, who
ultimately became his mistress for over a decade(Hemmings 30). Nonetheless,
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the young poet garnered support from other struggling artistes, amons tliem
Emile Deroy, who painted the below portrait of Baudelaire in 1844.
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Fig. 12 : Charles Baudelaire, Emile Deroy, 1844

Baudelaire was notably inconsistent, both in his writings and his lifestyle.
After Louis-Napoleon’s coup d’etat in 1853, Baudelaire wrote “I have persuaded
myself twenty times that I would no longer interest myself in politics, and, with
each grave question, 1 am seized again with curiosity and passion” (qtd. in
42

Friedman 139). Hovve\ er, there is evidence that suggests that he continued to
write both for and against “popular uprisings”(Friedman 140). Baudelaire lived in
both extreme wealth and poverty: he borrowed large sums of money, and then
after having raced through the funds, was forced to move with Jeanne Duval to
shoddy and rat-infested apartments. Baudelaire constantly wrote to his mother,
begging for an allowance, peevishly telling her of his “catastrophic situation[s]”
(qtd. in Hyslop and Hyslop 69).
Even the men that had influences in his work were ofa vastly different
mindset from that of Baudelaire. For example, American writer Edgar Allen Poe
had an extreme effect on young Baudelaire. In fact, Baudelaire’s popular
translations of Poe’s novels and short stories were among the poet’s first
publishings. As early as March 1852, Baudelaire requested of his mother that she
“ask at the bookstore for [his] two pieces on Edgar Allen Poe”(qtd. in Hyslop and
Hyslop 70). Baudelaire was fascinated by the darkness and mystery inherent in
Poe’s works, much as he had been enthralled with the same qualities in
Delacroix’s paintings, which will be discussed in further detail later in the
chapter.
Baudelaire’s work was not always highly praised. In fact, it was not until
years after his death in 1867 that Baudelaire’s genius was fully understood by his
intended audience. With his first volume of poetry, Les Fleurs du Mai, published
in 1855, Baudelaire expected to be received by Parisian’s literary society with
open arms. Instead, six of his short poems were censored by the authorities for
their overly-erotic descriptions. Although his own censorship might have gained
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more momentum from the recent acquittal of Gustave Flaubert’s Madame Bovaiy
than from the salacious material of his own work, Baudelaire nonetheless was
treated to “singular apathy by most critics”(Bandy 5). The few critics that
deigned to mention his collection of poems were not at all complimentary: Louis
Goudall, a columnist with the Figaro, remarked that“M Baudelaire n’est
certainement pas, en taut que poete, superieur[Mr. Baudelaire is certainly not, as
far as a poet, superior](qtd. in Bandy 20). Baudelaire’s reception with the
popular masses was only slightly different—he enjoyed the slight blush ofthe
succes de scandale, but even his weak notoriety soon waned(Bandy 6).
Baudelaire’s fame, or perhaps notoriety, was in fact not realized until he
became a candidate for admission into the Academie Franqaise. Members of the
Parisian press hailed the poet’s candidacy “with unconcealed delight,” for
Baudelaire was “an excellent target for the lampoons of[the press’] popular
columnists”(Bandy 8). To escape the jeers of the French press and to add to his
professional credibility, Baudelaire fled to Belgium to embark on a series of
speaking engagements. In the country that he came to hate, Baudelaire became ill
with a malady that eventually led to his death on August 31,1867. True to the
pattern set by his life, Baudelaire’s funeral was “a very modest affair, with hardly
sixty persons present at the church services,” but his “newspaper burial [...] was
gaudy, if not imposing”(Bandy 9).
Through his poetry, Baudelaire attempted to interpret and crystallize the
vision of 19^*^ century Paris as a spectacle on a grand scale. As the son of an
artiste manque, and an occasional art critic himself, Baudelaire was very aware of
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the close ties between painting and writing (Metzidakis 207). He describes in his
essay,‘The Painter of Modem Life,” a young painter “bent over his drawing table
inside his studio when he draws ‘from memory’ and not from a model, (Baer
77). Baudelaire highly admired the ability of both painters and poets to create art
from internal sources, and therefore the motif of memory figures prominentiy in
much of his work. For these reasons, and because he “endeavored to control the
reader’s perspective (and ultimate interpretation) of his works, like the many
painters he admired,” Baudelaire considered himself a “‘painterly’ poet,
(Metzidakis 211). According to Lee McKay Johnson, the “analogy between the
‘sister arts’ of poetry and painting” is a concept that has roots in Greek
civilization (1).
In fact, the link between art and text was especially strong during the latter
half of the nineteenth century. Impressionist painters were as drawn to boulevard
scenes as the flaneur was, and often chose to paint amidst the crowd, or even paint
the crowd itself(Smith 19). Claude UonQi's Boulevard des Capucines, included
on the next page, is an excellent example of a painting that captures the
movement of the crowds on the new boulevards, while still retaining a sense of
the “sincerity and honesty” so prized by Impressionist painters(Smith 19).
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Cap»n/iM, Claude Monet, 1873-4.

However, later erities claim that Baudelaire re-defined the relationship
between art and text (Johnson 1). To be able to understand how Baudelaire
influenced the link between painting and poetry, we must examine his relationship
with Eugene Delacroix. Although many young art critics fixated on one artiste,
Baudelaire was noted for his extreme attachment to Delacroix. The French poet
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and the artist met in February or March of 1846, and from that point, Baudelaire
gave the “impressions that he [Delacroix] was a close personal friend”(Hyslop
13). The writer and the artist were actually not as intimately acquainted, however,
and Delacroix more than once mentioned that the “extravagant notions of his
eccentric admirer” were often irksome (Hyslop 13).
Nonetheless, Baudelaire remained Delacroix’s “most famous critic,” and
his descriptions of the wild, savage, elements each of the artist’s paintings,
influenced by his use of intense, vibrant color, became the most long-lasting
observations of the painter’s work. Baudelaire felt that he and Delacroix were
kindred spirits, each attempting to evoke strong emotions in their respective
crafts. Furthennore, the poet and artist were linked because both attempted to
capture fleeting moments of history in their art. Included on the next page is one
of Delacroix’s paintings. La Madeleine dans le desert, which exhibits the
passionate strokes that Baudelaire worshipped. Baudelaire described this painting
as intimate, mysterious, and romantic poetry,” again underscoring the link in his
mind between written and visual art (qtd. in Hyslop 16).
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Fig. 14 : La Madeleine dans le desert, Eugene Delacroix 1845

Delacroix had once stated that the specific difference between poetiy, or
verbal art,” and painting,” visual art,” was that
literature is [...] removed from the reader, who must use the cold
hieroglyphs of the printed alphabet as intennediary signs for the real
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experience, whereas painting is an object existing within the same space as
the obser\^er, who is able to perceive the painter’s signs as concrete and
tangible'’(Johnson 11).
Baudelaire chafed against the limits set by his artistic mentor, and, as
Johnson states, it would be simple to imagine that he “might also have taken the
painter’s views on the limitations of literary art as a kind of challenge”(14).
Instead of being limited by the “cold hieroglyphs” of his trade, Baudelaire instead
envisioned language being handled as “a physical substance, so that the words of
a poem would have the same direct effect on the reader” and thus produce the
emotion tangible that Delacroix’s portraits evoked (Johnson 20). As a result,
Baudelaire’s poems are marked by the intensity and boisterous melancholy that
was so indicative of the Parisian attitude during his time.
Baudelaire was interested in painting and sculpture especially, but often
limited his critiques to modem art because, as he stated, it “express[es] more
effectively than classical models the melancholy and aggressive beauty of modem
man in his experience of the tensions and boredom of civilized existence”(qtd. in
Metzidakis 211). Many of his poems, however, employ classical allusions or
mythical allegory. For example, Baudelaire refers repeatedly to Greek mythology
in the first poem that I will examine,Le Cygne, or “The Swan,” to intensify the
emotions felt by the poem’s narrator. Both the original French and an English
translation by Richard Howard are located in the Appendices.
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This Baudelairean poem is perhaps one of the most straight-forward, and
therefore “indecent" of the author’s Tableaux Parisiens collection (Elkins 3).
Baudelaire begins “The Swan" with a requisite nod to those poets who have
preceded him, including a dedication to Victor Hugo, and these
acknowledgements “situate [his] poetic memory within a world of multiple
influences"(Elkins 1). However, as Kathryn Oliver Mills suggests in her article
Le peintre de la vie modeme’ Reconsidered,” perhaps Baudelaire’s references
instead suggest that the author and his flaneur are “more obsessed with art than
life"(26). The sorrow inherent in Baudelaire’s phrasing and tone seems to
indicate otherwise, although it may be argued that he is more fixated on past
tragedies than present events.
Regardless, the author immediately pairs the past and the present as
contrasting parallels. His reference to Andromache, wife of Trojan warrior
Hector, alludes to the former queen’s extreme dedication to her soldier husband.
The loyal wife of Greek mythology was said to have died spiritually when her
husband was killed by Achilles(“Andromache”). Achilles’ son Pyrrhus took
Andromache as a concubine, as referenced in lines 37 and 38, and then she
eventually became the wife of Helenus, king of Epeirus. However, her dedication
to her first husband. Hector, never waned. Andromache’s loyalty is represented in
her blind crouching over “w;? tombeau vide"'', as the wife of a new husband, she is
not permitted to grieve and act the part of widow. The empty tomb “reveals the
emptiness implicit in the extreme duality of Andromache’s existence”(Elkins 10).

50

Andromache's suffering is, of course, a projection ofthe flaneur’s own.
She comes to the author's mind when he is traversing the new Place du Carrousel,
and his cries in lines 7 and 8 that ""Le vieux Paris n 'est plus (laforme dune ville
change plus vite, helas!que le coeurdun mortel)'" [Old Paris is gone(no human
heart changes half so fast as a city’s face)] reflect Andromache’s sorrow as well
(268). As the flaneur crosses by the new Place du Carrousel, he remembers that
centuries-old dwellings had been located in the same spot until Haussmaim’s
restructuring of the area into a wide, barren place, and feels sorrow anew.
According to Ross Chambers, the flaneur is “feeling something essential
that is henceforth lost’' and therefore experiencing “a discontinuity between a past
in which enthusiasm was still possible and still made sense and a present that
labors instead under a painful consciousness of lack”(29). This lack is magnified
by the flaneur’s association of his loss with that of Andromache: as he crosses the
place, the flaneur is near the River Seine, and is reminded of Andromache’s tears
falling into her own river, the Simo'is(Deguy 192). Baudelaire’s flaneur becomes
a mirror image of Andromache’s widow: both have lost their only loves. The
juxtaposition of the flaneur’s experiences and the memory of Andromache’s
suffering suggest that Baudelaire’s tragedy, the betraying transformation of his
Paris, mirrors that of Andromache.
However, Andromache is not the only dramatic foil that Baudelaire
implements. Kathryn Elkins argues that “The Swan” is rife with allusions to those
who feel a “sense of incompleteness in the present”(10). The tragic memories of
the author, who can “only in my mind’s eye” see the market stalls and booths of
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the Old Paris that he mourns, are duplicated by the swan, whose heart is

de

son beau lac natal," or full of longing for his beautiful home-lake (269). Elkins
states that, for both the speaker and the swan,“the past returns in the form of an
image that does not liberate but oppresses”(10). The flaneur becomes
overwhelmed, as one who "a perdu ce qui ne se retrouve''[has lost something
that can never be found again].
Baudelaire’s flaneur is certainly unable to escape his heartbreak: every
realization in “The Swan” of what he has lost leads to the thought of another
tragic figure. In this way,“the speaker’s memories are double—^both fertile and
immobilizing”(Elkins 14). The flaneur is stymied, unable to take action to avenge
his grief The immobilizing weight of his memories,''plus lourds qiie des rocs,''
or heavier than stones, restricts him from any movement. However, Baudelaire’s
memories of the loss of his "capitale infdme" evoke the losses that others have
suffered: he considers Daedalus, who fashioned the wings that bore his son
Icharus to his death, a starving negresse, longing for the “missing palms of
splendid Africa,” orphans who will never again have parents, and “prisoners,[...]
the shipwrecked, the beaten”(Patty 152; Baudelaire 270).
As Chambers states, “it is easy to imagine that [...] such disillusionment
must have shaken [...] those who experienced it, and at the core oftheir being,
memory only revealed a lack”(31). The flaneur is experiencing this phenomenon
directly—all of his memories reflect his own sorrow. If, as Elkins claims, these
images are fertile, it is not because they offer hope of new life: instead, they seem
to multiply the grief of the speaker, and suggest that man is bom to die. It is

52

because of these images that J.A. Hiddleston refers to Le Cygne as the “great
poem of exile"(94).
Baudelaire uses the swan to further his theme of death and tragedy. For
the speaker, the swan symbolizes “the truth of time’s passage and the poet’s
eventual mortality"(Elkins 1). Through the swan,“ghostly memories” of tragic
heroes and “memories that show up as fragments of the speaker’s own past” are
joined (Elkins 1). Unlike the swan of Horace’s Ode 2.20, who keeps the poet
immortal and renders any grieving pointless (“Restrain your cries/ and spare my
tomb these empty tributes”), Baudelaire’s swan remains an external entity that
provides him neither escape nor release. As Elkins states,“Baudelaire’s swan
does not fuse with the speaker [...but] represents, in other words, the elements of
the self that are dehumanized, forever lost to the outside world”(8).
The idea of being lost to the outside world is a theme that links directly to
the construction of Haussmann’s wide new boulevards and the crowds they
created. The boulevards also attracted the fl^eur. Intoxicated by the crush of
people, the flaneur was also put off by the impersonality ofthe crowd. The French
term lafoule, literally “the crowd,” also conveys a disapproving tone: more
accurately, it would refer to a mob (Schwartz 5). In the poem I will examine next,
Baudelaire describes his surroundings as human “traffic,” that “roared around
[him,] deafening!”(Baudelaire 97). Though inexplicably drawn to gathered
throngs of people, the flaneur is also saddened by the lack ofintimacy, and feeds
off the idea that he is isolated within the mass. The desire to reconnect with others
is so strong in his unconscious that in many of his poems, Baudelaire gazes upon
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passersby and imagines their hidden story or creates his own personal connection
with them.
One such example is the poem A Une Passante, or “To A Woman Passing
By,” published in October 1860 and reprinted below, in which a woman in black
passing by captures the attention of the fl^eur.

A Une Passante
I

La rue assourdissante autour de moi hurlait.

5

Longue, minee, en grand deuil, douleitr wajestueuse,
Une femme passa, d'une mainfastueuse,
Soulevant, balam^'ant lefeston etl’ourlet;

5 Agile et noble, avec sajambe de statue.
f> Moi,je buvais, crispe comme un extravagant,
7 Dans son adl, del livide ou germe I’ouragan,
s La douceur quifascine et le plaisir qui tue.
9 Un eclair...puis la nuit!-Fugitive beaute
10 Dont le regard m 'afait soudainement renaitre,
II Ne te verrai-je plus que dans Veternite ?
12 Ailleurs, bien loin d’ici! trap tard!jamaispeut-etre!
13 Carj'ignore ou tufuis, tu ne sais ouJe vais,
toi quej'eusse aimee, 6 toi qui le savais!

To A Woman Passing By
1
2
3
4

The traffic roared around me, deafening!
Tall, slender, in mourning—^noble grief—
A woman passed, and with a jeweled hand
Gathered up her black embroidered hem;

5
6
7
8

Stately yet lithe, as if a statue walked...
And trembling like a fool, I drank from eyes
As ashen as the clouds before a gale
The grace that beckons and the joy that kills.

9 Lightning...then darkness! Lovely fugitive
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10 Whose glance has brought me back to life! But when
11 Is life—not this side of eternity?
12 Elsewhere! Too far, too late, or never at all!
13 Of me you know nothing, I nothing of you—you
14 Whom I might have loved and who knew that too?

Baudelaire describes the widow passing by as a ''Jugitive beaute” whose
fleeting look has enraptured him. This brief contact and its profound effects on the
flaneur is a telling indication of the extent of his loneliness, and representatively,
that of many Parisians. Yet, the flaneur does not act on his attraction—^he lets the
widow continue on as he mourns the timing and distance of his love:''Ailleurs,
bien loin d'id!trop tard!Jamais peut-etre!Car]'ignore oil tiifuis, tu ne sais ou
je vais, toi qucj'eusse aimee, d toi qiii le savais ! [Too far, too late, or never at
all! Of me you know nothing, I nothing of you—you whom I might have loved
and who knew that, too!](276).
The response of Baudelaire’s flaneur to his widow love perfectly captures
the melancholy that pervades 19**’ century Paris after its restructuring. In the
words of William Chapman Sharpe,“Paris becomes a phantasmal site where city,
street, and text begin to merge, where in sudden meeting with the unknown Other,
[...] sexuality and textuality combine in the figure ofthe passing woman”(40).
The woman passing by becomes the culmination ofthe changes that have
occurred in Paris. The woman is a part ofthe crowd, the “human traffic,” and
although the flaneur is drawn to lafoule, or the mob, he is also repulsed by it. The
idea of being attracted and repelled by the woman of his poem reflects the
flaneur’s relationship with Paris. Therefore, Baudelaire’s turbulent relationships
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with women, stemming from his from his childhood interactions with his mother,
are reflected in his troubled interactions with Paris. Though the sheer size and
clamor of the crowd heightens his passions and exposes him to thrilling and novel
sensory experiences, Baudelaire’s flaneur is also stymied by its size. In order to
establish some sort of relationship between himself and the new, modernized city
and its crowds, the flaneur constructs an alternate reality into which he can
escape.
In this world of his own creation, he is free to observe others with the
near certainty that his living reverie will not be interrupted by any physical
contact. He is at liberty to imagine the innermost thoughts and private histories of
those in the crowd who capture his attention, and is able to project his emotions
and whims on those whom he sees without the threat of his conjectures being
proven false. In short, the flaneur’s life is played out in public, as opposed to the
more private lives of his ancestors. However, this new publicity is not
accompanied by an increased intimacy. Therefore, the flaneur becomes
increasingly isolated and lonely, unable to reach out to any member ofthe mass
that he observes. He becomes embittered toward the very crowd that has created
his position in society, and feels betrayed by it.
Thus, Baudelaire’s flaneur attempts to reject all vestiges of modernity,
targeting the new consumer culture in L'Etranger, or “The Stranger,” a poem
from the Le Spleen de Paris compilation. Baudelaire’s The Stranger reacts
strongly to this sudden shift towards materialism. The poem, below, is an
imaginary dialogue between the narrator and the stranger ofthe title.
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i!

L ’Elrangcr
I

Oiii aimes-tu le mieux, homme enigmatique, dis? Ton pere, ta mere, tasoeur
on ton frcre ?

2 Je n 'ai ni pere. ni mere, ni smtr, nifrere.
3 Tes amis ?
4 Vous vous seixez Id d'une parole dont le sens m ’est restejusqu'd cejour
inconnu.
5
6
7
,v

Ta patrie ?
J'ignore sous quelle latitude elle est situee.
La heaute ?
Je I'aimerais volontiers. deesse et immortelle.
9 L 'or ?
10 Je le hais comme vous hai'ssez Dieii.
II Eh!Qu 'aimes-tu done, extraordinaire etranger ?
12 J'aime les nuages...les images quipassent...Id-bas...Id-bas...les merveilleux
Ullages!

“The Stranger"
1

2
3

Whom do you like best, enigmatic Sir, tell me? Your father, your mother,
your sister, or your brother?
I have neither father, nor mother, nor sister, nor brother.
Your friends?

4

You are using a term the sense of which remains until this day unknown to
me.

5

Your country?
I do not know under what latitude it is located.
Beauty?
I would love her freely, goddess and immortal.
Gold?

6
7
8
9
10
II
12

1 hate it as much as you hate God.
Ah! What do you love then, extraordinary stranger?
I love the clouds...the clouds that pass...up-there...up-there...the marvelous
clouds!(qtd. in Baer 30-31).

In this poem, Baudelaire mourns the passing ofclose ties and relations
brought on by the restructuring of his city as he disavows having any family or
friends. In his book, Remnants of Song. Ulrich Baer argues that “the stranger may
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be ‘strange’ precisely because he evades and eludes—and thus remains free
of—the questioner's queries"(31). Even the narrator’s country, he bitterly states,
is unknown to him, a reference to the new and unfamiliar surroundings in which
he finds himself The stranger’s repudiation of his country underscores his
feelings of betrayal by the new figure of the city, culminating in his reciprocal
rejection of it. Baudelaire’s sharp criticism of“gold” in line reflects the greed
inherent in the new economic structure. Instead, Baudelaire reserves his only
praise for beauty and the clouds, which ostensibly represent that which cannot be
taken from him by the new empire.
Clearly, Baudelaire’s flaneur felt at odds with the city that created him.
Although he was in turn drawn to and repulsed by modernity, Baudelaire was
unable to deny his fascination with the new city, as evidenced by the volume of
writing that he produced and the many that he inspired. Over a century and a half
later, his works are still widely read by Parisians and others throughout the world.
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CONCLUSION

As a result of my extensive research, I have concluded that the
modernization of Paris during the nineteenth century did indeed contribute to the
development of flanerie. In fact, without the changes that Haussmann undertook
in the city from 1855 to 1859, flanerie would never have developed as a national
pastime.
Without the creation of wide new boulevards, the breaking up of old
neighborhoods, and the influx of Parisians to the city center(all results of
haussmannizatioji), flaneurs would have neither a scene to write about nor a
crowd to observe. Moreover, the modernizing of the city led to a greater variety of
Parisians spending increased quantities oftime in the streets, whereas only
unsavory persons had been there before.
Flanerie is still practiced in Paris today. With the advent of women’s
rights, flaneurs may now be women. Furthermore, fl^erie is no longer restricted
to a specific socio-economic class. The subject matter reported on by present-day
flaneurs has also changed. Instead of bemoaning changes to the city, the new
Parisian flaneurs concentrate instead on crystallizing the moments that
demonstrate the difficult social and racial conditions encountered by most French
today. Whereas nineteenth-century Paris had been almost completely dominated
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by nati\ es of France, if not native Parisians, the French capital of today is publicly
struggling with the after-effects of decolonization and the intermixing of
markedly different cultures.
In addition to changing his focus from Paris’ physical changes to its socio
political problems, the current flaneur is utilizing a different mode of expression.
Nineteenth-century flaneurs, such as Charles Baudelaire, were primarily engaged
in recording their observations and impressions in wntten form, either prose or
poetry. However, the contemporary flaneur is much more likely to express him or
herself in film. Today, the colorful mosaic of French identity is more readily
captured in visual fomi.
Baudelaire himself could likely have been a documentary film-maker.
With a developed aesthetic sense and seemingly no artistic ability, Baudelaire
could perhaps have captured the emotion tangible after which he sought so
diligently with the aid of a camera. However, the legacy that he left to other
authors is sufficient. Baudelaire, as the truest archetype ofthe author-flaneur,
inspired many others after him to begin writing in a style that captured fleeting
moments of time for posterity. Among the authors motivated by Baudelaire’s
technique were T.S. Eliot, Walter Pater, and Marcel Proust.
One of the author’s other most lasting contributions was his popularization
of the attitude of mournful longing for a past that can never be regained. This
attitude—what is called passeisme—has become inherently French. Passeisme
has now developed into a national pastime, as the French people lament the ways
in which the present is but a cheap imitation of the past.
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Appendix B
trans. Richard Howard
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APPENDIX A

I

Le Cygne
/
2
3
4

Antiromaque.je pense d vous! Ce petitfleiive,
Pauvrc et tristc miroir oujadis resplendit
L ’immense majeste de vos douleurs de veuve,
Ce Simoi's menteur qui par vos pleurs grandit,

5
6
7
-V

A feeonde soudain ma memoire fertile,
Commeje traversals le nouveau Carrousel.
Le vieiLX Paris n 'est plus (la forme d’une ville
Change plus vite, helas!que le cosurd'un mortel);

9
10
II
12

Je ne vois qu ’en esprit tout ce camp de baraques,
Ces tas de chapiteaux ebauches et dejuts,
Les herbes, les gros blocs verdispar I'eau desflaques,
Et, brillant aux carreaux, le bric-a-brac confus.

13

Ld s ’etalaitjadis une menagerie;
Ld je vis, un matin, d I’heure ou sous les deux
Froids et clairs le Travail s'eveille, ou la voirie
Pousse un sombre ouragan dans I'air silencieux.

14
15
16

17 Un cygne qui s 'etait evade de sa cage,
18 Et, de ses pieds palmesfrottant le pave sec,
19 Sur le sol raboteux trainait son blanc plumage.
20 Pres d'un ruisseau sans eau la bite ouvrant le bee
21
22
23
24

Baignait nei'veusement ses ailes dans la poudre,
Et disait, le coeur plein de son beau lac natal:
‘Eau, quand done pleuvras-tu ? quand tonneras-tu,
Je vois ce malheureux, mythe etrange etfatal,[foudre ?'

25 Vers le del quelquefois, comme I'homme d'Ovide,
26 Vers le del ironique et cruellement bleu,
27 Sur son cou convulsiftendant sa tete avide,
28 Comme s 'il adressait des reproches d Dieu!
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1

2^
30
31

32

Paris change!mais hen dans ma melancolie
N ’a houge!palais neufs, echafaudages, blocs,
Vieuxfaubourgs, tout pour moi devient allegoric,
Et mes chers souvenirs sont plus lourds que des rocs.

33 Aussi devant ce Louvre line image m ’opprime:
34 Je pense a tnon grand cygne, avec ses gestesfans,
33 Com me les exiles, ridicule et sublime,
36 Et range d 'un dcsir sails treve!et puis d vous.
37
3.S

3v
40

A ndromaque. des bras d'un grand epoux tomhee,
Vil betail, sous la main de superbe PyTrhus,
Aupres d 'un tornbeau vide en extase courbee,
Veuve d ’Hector, helas!et femme d’Helemts!

41
42

Je pense a la negresse, amaigrie et phtisiqiie,
Pietinant dans la bone, et cherchant, Voeil hagard,

43

Les cocotiers absents de la superhe Afrique
Derriere la muraille immense du brouillard;

44

45
46
47

A quiconque a perdu ce qui ne se retrouve
Jamais,Jamais!a ceiix qui s’abreuvent depleurs
Et tettent la Douleur comme une bonne louve!

4H

Aux maigres orphelins sechant comme desfleurs!

49
50
51
52

Ainsi dans laforet ou mon esprit s'exile
Un vieux Souvenir sonne a plein souffle du cor!
Je pense aux matelots oublies dans une lie,
Aux captifs, aux vaincus !...d bien d'autres encor!
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APPENDIX B

The Swan
1
2
3
A

Andromache, I think of you! That stream,
The sometime witness to your widowhood’s
Enonnous majesty of mourning—that
Mimic Simois salted by your tears

5

Suddenly inundates my memory
As 1 cross the new Place du Carrousel.
Old Paris is gone(no human heart
Changes half so fast as a city’s face)

6
7
X

9
10
11
12

13
14
15
16

17
18
19
20

21
22
23
24

25
26
27
28

And only in my mind’s eye can I see
The junk laid out to glitter in the booths
Among the weeds and splintered capitals,
Blocks of marble blackened by the mud;
There used to be a poultry-market here.
And on cold morning—with the sky swept clean,
The ground, too, swept by garbage-men who raised
Clouds of soot in the icy air—I saw
A swan that had broken out of its cage.
Webbed feet clumsy on the cobblestones,
White feathers dragging in the uneven ruts,
And obstinately pecking at the drains.
Drenching its enormous wings in the filth
As if its own lovely lake, crying
‘Where is the thunder, when will it rain?’
I see it still, inevitable myth.
Like Daedalus dead-set against the sky—
The sky quite blue and blank and unconcernedThat straining neck and that voracious beak.
As if the swan were castigating God!
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1

29
M)
31
32

33
34
35
36

37
3S
39
40

41
42
43
44

45
46
47
48

49
50
51
52

Paris changes...but in sadness like mine
Nothing stirs—new building, old
Neighborhoods turn to allegory.
And memories weigh more than stone.
One image, near the Louvre, will not dissolve:
1 think of that great swan in its torment.
Silly, like all exiles, and sublime.
Endlessly longing...And again I think
Of you, Andromache, dragged off
To be the booty of Achilles' son.
Hector’s widow now the wife of Helenus,
Crouching blindly over an empty grave!
1 think of some black woman, starving
And consumptive in the muddy streets.
Peering through a wall of fog for those
Missing palms of splendid Africa;
I think of orphans withering like flowers;
Of those who lose what never can be found
Again—never! Swallowing their tears
And nursing at the she-wolf Sorrow’s dugs;
And in the forest of my mind’s exile,
A merciless memory winds its horn:
I hear it and I think of prisoners.
Of the shipwrecked, the beaten and so many more!
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